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Abstract

Tone and Texture, Leather and Lace : A Case for Making Strong Choices in the Costume Design
for The Three Musketeers.

By
Emily L. Tappan
B.A. in Studio Art, University of New Hampshire ‘09
M.F.A. in Costume Design
Virginia Commonwealth University
2019

Director: Toni-Leslie James, Head of Design/Tech, VCU Department of Theatre, May 2019

This thesis explores and describes key factors in the design process leading to production of The
Three Musketeers by Catherine Bush. The document encompasses the justification and
discussion of the choices made during the research, design, and production stages of developing
the play for the stage, as well as impressions gained throughout the process to use in future
design projects.
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Introduction
Approaching the design for The Three Musketeers feels exciting at first, presenting an
opportunity to represent the European cavalier period in all of its detail, within a story whose
ultimate strength lies in its beloved and colorful characters. This presents unique challenges to
the costume designer hoping to express both the essence of the period, the essence of a character,
and the essence of compelling theatre.
The adaptation used for VCU’s production was adapted by Catherine Bush and used initially for
production by Barter Theatre in Abingdon, Virginia. The script leans heavily on the structure of
Dumas’ original novel, which was presented originally as serialized vignettes, episodic and
loosely held together, but populated with adventurous stock characters breathed into life through
Dumas’ unique ability to characterize. His novel betrays the 19th century obsession with the
romantic, with The Three Musketeers and its sequels filled with a cast of larger-than-life
characters thrown into fictionalized versions of events out of French history.
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Plot Summary
The play begins with D’Artagnan, a young man from the French countryside of Gascony,
arriving in Paris with the hopes of becoming a member of the King’s Musketeers, but with little
more than his father’s letter of introduction and his skills as a swordsman to recommend him to
the post. He inadvertently puts himself into the ongoing power struggle between Cardinal
Richelieu, a powerful political figure with murky intentions and the head of the musketeers,
Monsieur de Treville, whose true loyalty lies with the best interest of the King. While attempting
to thwart the vigilante justice of the Cardinal’s ruffian henchman, Rochefort towards an escaping
criminal, D’Artagnan fights an entire horde of the Cardinal’s elite guards, and ultimately failing
to help the prisoner who is executed by Rochefort. Rochefort, upon discovering D’Artagnan’s
intentions towards being a musketeer, steals his letter of introduction to Monsieur de Treville,
with the help of another of the Cardinal’s spies, Milady de Winter, in order to foil his ambitions.
D’Artagnan, upon discovery of Rochefort’s treachery, swears vengeance upon him, and
continues to Treville’s office, where the Cardinal has just left, scolding Monsieur de Treville on
account of three of his musketeers deuling in public, which, as everyone knows, is against the
law. Treville, embarrassed by the Cardinal’s inopportune visit, ignores D’Artagnan’s attempts to
speak to him and orders that his three musketeers, Athos, Porthos, and Aramis, to come see him
and once and explain why they were brawling in a tavern the night previous. We are introduced
to the musketeers as they recount their adventures fighting with the Cardinal’s Guards, who, as
we discover are the true originators of the brawl, and Treville’s attempts at scolding them turns
rather into cheers of support at their ability to defend themselves. Athos, as it so happens, was
wounded in the fight and they leave to attend to him.
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Meanwhile, D’Artagnan has been listening to their story, enraptured, and again presses Treville
for a position in his musketeers, who cannot give him such a commission without experience and
proof of his worth. He sends D’Artagnan off with the address of a lodging house. While en route
to find accommodations, D’Artagnan runs straight into Athos’ injured shoulder and as a
condition of his blind youthful exuberance, fails to apologize sufficiently to the musketeers’
taste. They confront him for his lack of manners, and before they can duel to restore honor, the
Cardinal’s Guards arrive on scene to arrest them for again fighting in public. D’Artagnan fights
alongside the musketeers and in doing so, earns their trust and respect.
Upon arriving at his lodging-house, D’Artagnan meets Madame Constance Bonacieux, a young
woman who works at the royal palace as the queen’s maid. He is struck by her beauty and
innocent charm and pledges himself to her immediately. She trusts him with her biggest secret,
that she has been working to help Queen Anne and the Duke of Buckingham, the Prime Minister
of England, carry on a secret affair, and enlists his aid in ferrying messages back and forth.
The rest of Act I concerns itself with an affair of the diamond sash that was given as a gift from
Queen Anne to the Duke, a sash made up of twelve matched diamonds creating a perfect set, and
the subsequent political implications of discovering that the queen has given the sash, which was
a gift to her from King Louis, to her lover as a token of her affection. Cardinal Richelieu
attempts to make this public by having his spy, Milady, steal two of the diamonds from the
Duke, and then suggests to the king that he host a ball, and that the queen should wear the sash.
Constance and Queen Anne again enlist the help of D’Artagnan, this time joined by his new
friends, Athos, Aramis, and Porthos, to travel to England to recover both the sash and the two
missing diamonds in time for the queen to wear them at the ball, thereby saving her honor.
Despite the Cardinal’s best efforts to keep them from their mission, they manage to fight their
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way to England and back and succeed.
The Cardinal, furious that his plans to ruin the queen did not work, has his henchman, Rochefort,
kidnap Constance, and Act II opens with the musketeers, D’Artagnan, and Treville trying to
decide how to rescue Constance. We discover that Treville’s servant, Planchet, has also been
spying for him through his lover Kitty, who is Milady de Winter’s maid. Treville urges the
musketeers and D’Artagnan to flee Paris and lie low, and the Cardinal’s fury towards them still
burns hot. They make plans to take different roads towards a room in Amiens where they will be
safe. D’Artagnan, meanwhile, presses Planchet to help him gain access to Milady’s chambers,
where he hopes there might be a clue to Constance’s whereabouts.
He arrives in disguise, and Milady at first acts as though she believes him to be Rochefort, who,
we discover, is also her lover. She gives him a medallion that was once given to her by another
lover, but in discovering D’Artagnan’s identity, attempt to strangle him with it instead. They
struggle, and in doing so he rips the sleeve of her bodice, revealing a fleur-de-lis brand on her
arm, marking her as a convicted felon. She stabs him and runs away, and he makes his way to the
meeting point at Amiens.
Milady turns to the Cardinal to give information about the whereabouts of the musketeers, who
denies her request to hunt down D’Artagnan, and rather sends her to England to inspire a fanatic
to assassinate the Duke of Buckingham. When she returns, she is to hide in a convent.
Meanwhile, D’Artagnan makes his way back to the musketeers, where he recounts his fight with
Milady. His description of her hair, the brand on her arm, and the medallion still in his
possession, are clues enough for Athos to realize that Milady is in fact his wife, who, years ago,
deceived him, and who he had hanged upon his discovery of her status as a convicted felon. He
realizes that she had not died but had rather escaped and seeks retribution. Planchet arrives to tell

7

them that Constance is in fact, not in the Bastille, but has been saved by the queen and placed in
hiding in a convent. Planchet has been followed by more of the Cardinal’s hired assassins, and
while he fights them off, the musketeers and D’Artagnan escape to find Constance.
Milady arrives to stay at the convent herself, only to discover that it is the same place that
Constance is also in hiding. Upon discovering the coincidence, she quickly plans her revenge on
D’Artagnan by murdering his lover. After a struggle, she succeeds in getting Constance to drink
poisoned wine, and escape just ahead of the arrival of the musketeers and D’Artagnan, who are
too late to save Constance, who dies in D’Artagnan’s arms.
Athos pursues Milady to a tavern, where they confront one another about their shared past. When
she attempts to stab him during a passionate embrace, he instead strangles her and leaves her in
the tavern, where she is discovered by Rochefort. Everyone returns to Paris, where they find that
the Duke of Buckingham has been indeed assassinated by a fanatic claiming to be in love with
Milady de Winter, and D’Artagnan returns to the Bonacieux household to tell Constance’s
brother of her murder. He discovers Bonacieux murdered by Rochefort, who attempts to also kill
D’Artagnan in revenge for Milady’s death. Their duel ends with D’Artagnan killing Rochefort,
and the Cardinal arriving on the scene, where D’Artagnan manages to gain the upper hand and
extract the Cardinal’s signet ring, which he presents to Treville as a symbol of his worthiness to
join the musketeers. While D’Artagnan is excited that now they are all going to be together,
Athos claims he is retiring, Porthos that he is to marry, and Aramis to take up priestly vows.
Upon hearing, however, that a new mission to rescue the queen awaits them, they all decide to
postpone their respective plans in favor of, at least, one more adventure together.
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Directors’ Concepts and Concerns
This production was co-directed by faculty members David Leong and Josh Chenard. As part of
the initial design presentations at the first rehearsal, David, and experienced fight choreographer,
expressed his admiration for the quick pace of the script and its potential for a variety of different
qualities of fight scenes. During our initial conversation, they both expressed their desire for the
show to remain a period piece, but without a lot of the showy conventions they felt were
represented in other productions of The Three Musketeers. David specifically mentioned the
1948 MGM film starring Gene Kelly as evidence of what he did not want the production to look
or feel like, with big, funny characters, colorful, ostentatious costumes, and corny, visual gags.
Josh expressed that he often felt, in watching VCU productions, that he felt very aware of the
costumes, that felt unnatural and obvious. Both David and Josh expressed that they wanted this
production to be, in their words, dark, gritty, and sweeping with a sense of operatic drama. They
felt strongly that they wanted to costume to feel lived in, distressed, like the musketeers had been
traveling, fighting, drinking in their clothes for quite some time, and for there to be very distinct
difference between their appearance and that of the Cardinal’s Guards. Their desire was to show
a seediness to the world of Paris, that this is a place of class distinction, intrigue, betrayal, and
treachery.

Figure 1 Still from "The Three Musketeers" (1948) starring
Figure 2 Promotional image from the BBC's "The Musketeers."
Gene Kelly. This was presented as an example of what NOT to (2016) This is more in keeping with the directors' aesthetic for the
do.
production.
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Research
The cavalier era is an exciting one for a student of
costume history, as the decades that define it are
transitional, moving from the structural definitions of
Renaissance costume into the romantic and almost
deceptively disheveled quality of the Baroque, and the
conventions established within the period set a standard
for fashionable dress that would influence many decades
that came after it. Every class of society is represented
Figure 3 Detail from Van Dyck's "Charles I"
(1635-36)

within the scope of the story, from the decadent king of
France, down to the lowliest beggar, creating

opportunities for striking representations of the differences in dress in a stratified society.
When researching portraits and engravings, I targeted my dates between 1628-1638, with select
images outside of that for the purposes of detail, jewelry, embroidery, and decoration. A few of
my images crept into the 1640s, which, for a straightforward historical piece, is usually
something to avoid (often older fashions carry over from earlier decades), but there is a particular
way that the musketeer story has edged into the consciousness and public imagination that
demands that we wrestle with its legacy, and the expectations that an audience will have of what
they will see. “Cavalier fashion” is incredibly influential for the decades that followed the events
of our story, that looking at the overall effect and appearance of those slightly later dated
portraits is not only appropriate for the purposes of theatrical costume research, but gives us a
glimpse of the true essence of what those cavalier fashions were, and what they meant to later
generations, including our own. There are fashionable features started as early as the late 1620s
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that don’t disappear for years, but stay to define a century in different iterations: long curly hair
for men and women, heeled shoes and boots, capes, a proliferation of ribbons and bows, bodices
and sleeves cut large and full on women’s gowns, just to name a few. With the mindset of a
historian, we can trace, we set down, but as a designer, we are looking for those elements that
will resonate and tell a story.

Figure 4 The 1630s saw the advent of the falling band, which would be a standard part
of upper-class menswear for years. Doublet and falling band collection of the Victoria
and Albert Museum.
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Figure 6 Marie Claire de Croy, Duchess D'Havre and Child
by Van Dyck (1634)

Figure 5 Lady Anne Carey Countess of Clanbrassil by Van
Dyck (1636).

Famed painter Anthony Van Dyck provides some of the most compelling images from this
period, portraying his sitters in a variety of contexts. On the left, Duchess D’Havre is in a highly
decorated gown with overgown, made from metallic and brocaded fabrics, accented by pearls,
lace, bows and a stiff, dimensional collar. The portrait is an interior perspective and contrasts
with the Countess of Clanbrassil’s natural setting for her portrait in which she wears a gown of
luxurious but simply decorated satin, with minimal pearl decoration. These portraits are near
contemporaries. It’s this type of distinction that allow for character expression within the same
time period.
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Concept, Color Palette and Texture
I knew from my meetings with the directors that they were looking for a very muted, very toneddown and neutral color palette. The challenge then, was to find way to pull out elements of
contrast and interest within that limited range. How would I make each character unique, to stand
out on their own onstage and be recognized and characterized? My concept for the show became
heavily focused on restricting
my choices in color and
decoration, born primarily out
of a conversation with Josh
Chenard in which he expressed
that if I ever felt like choice was
too much decoration, color, or
otherwise, then it probably was.
The challenge was to simplify a
period rich in detail, both in the
quality and number of types of

Figure 7 The dye sample card that Josh Chenard gravitated to the most when looking at color. I
used this as a guide both for the monochromatic inspiration of the show, but the faded,
distressed quality as well.

clothing, surface decoration and
the variety of accessories that complete the costume. Small changes in tone and texture became
very important, and when looking for costumes to rent I paid close attention to the quality of
surfaces. Leather items, distressed items, those that had subtle details became very important.
Since the goal was to create a rough world, I looked for rough fabrics, and many items that were
constructed new, especially for the ensemble characters whole (often appeared as characters in
taverns where there was a lot of fighting and messy drinking) were heavily distressed after
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construction. This approach, however,
felt very limiting, as I felt myself
turning away from viable choices both
in stock and borrowed costumes that
were appropriate to the period and the
character, but which did not meet the
imposed stricture of a monochromatic
world.
My design attempts began to try and
re-create the muted tones of a
Figure 8 Detail of Interior with Soldiers by Jan van Olis. These types of genre
paintings became a primary source of inspiration for the three musketeers
themselves, with their lack of uniformity and artistically disheveled clothing,
a manner of dress talked about in contemporary literature.

contemporary genre period, but,
unfortunately, when ultimately the
costumes got on stage, so much of
those nuanced effects became even
more subtle under the effects of the
stage lights and against a set that was of
a similar palette.

Figure 9 These kinds of distressed leather treatments
and textural interest details of buckles, buttons, and
other fastening became supremely important as I
attempted to create interest within a primarily
neutral world.
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Figure 10 A tavern scene in Act I, into which I had decided to put my most "colorful" costumes for the ensemble members. I had
been concerned during the fittings that these costumes might be what Josh Chenard described as “too much,” or even garish
within the world I was trying to create, but when on stage, was the one of the moments that from a color palette point of view,
worked the best.
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Select Character Analysis and Research
D’Artagnan
D’Artagnan is defined by his youth and energy.
What he lacks in experience, worldliness, and
shrewdness, he makes up for with exuberance,
excitement, and passion. He is single-minded,
scrappy, and rarely makes the most prudent or
sensible decisions in his quest for adventure. It’s
a mark of his character arc that he has just
arrived from the country. The Cardinal’s Guards
use this point to try and make fun of him to
unbalance his focus during fights, and it’s used
as a joke several times to explain his
overwhelming enthusiasm, untainted as it is by
Figure 11: Jalen Thurman as D'Artagnan in Act I

vicious city life. His lifelong dream is to join the
King’s Musketeers, and he pours all of his eagerness and efforts into that goal. At the end of the
play, he describes joining the musketeers as a “better offer” as compared to the post of Captain
of the Cardinal’s Guards, with all of that position’s wealth and prestige.
I wanted to show very clearly that upon his arrival in Paris, D’Artagnan does not fit in with
everyone else. His shirt is of a rough oatmeal-colored gauze, and his jerkin is a faded blue
corduroy that laces together and buttons with simple bone buttons. His breeches are rough brown
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with small holes throughout, and
while nearly all of the other
characters surrounding him wear
the conventional bucket-top boots
of the military and upper-class,
D’Artagnan’s costume is
punctuated by simple suede latchet
shoes. It was also at the director’s
suggestion that he have a
dreadlock wig. I felt this was a
smart option to give the AfricanAmerican actor both a style that
was appropriate for the 17thcentury convention of long-haired
styles on men, and also to
accentuate the stylistic differences,
ever so subtly, between him and
the other musketeers.

Figure 12 Jalen Thurman and D'Artagnan and Joe Mayes as Aramis. This shot
clearly shows the difference in dress between the country boy and the musketeer.
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One of the benefits of these choices is that they also serve
to highlight not only his place of origin, but also his status.
Jacques Callot’s engravings of the nobility in the country at
the period show their distinct sense of fashion and detail,
and there is some suggestion that these engravings portray
even the middle-class bourgeois who emulated the nobility
of the country. The fact that D’Artagnan doesn’t even fit
into a middle-class narrative highlights his humble
beginnings and rise to success in the city within a short
time.
Throughout the course of the play we changed elements of
his costume slightly to show that as he spent more time in
Paris and within the company of his friends, that he
attempts to dress more and more like them. And while we

Figure 13 D'Artagnan finally becomes a
musketeer.

presume, he has not come to the city with a great deal
of money, we wonder that as he dresses progressively
better, in leather doublet and bucket boots by Act II,
whether or not he is spending his money prudently.

Figure 14 From "La Noblesse de Lorraine"
series by Jacques Callot (1620-1623). From
the Rijksmuseum.
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Athos
Athos is the de-facto leader of the three musketeers,
because he is seen as the oldest and had a life as a
member of the nobility before he came to join the
musketeers. This is a significant step-down in status,
going from a privileged minority to earning a
soldier’s pay. We learn that this decision came about
as a result of his marriage to Milady, who at the time
was a common young girl with whom he fell deeply
in love. He was distraught upon discovering she had
concealed her past and as a convicted felon, but his
attempt to fulfill the law and carry out her execution
destroys him emotionally. He is a man of secrets,
only revealing his past when deeply drunk and even

Figure 15 Landon Nagel as Athos.

then, attempts to tell the story of his own life as if it happened to someone else.
Athos’ character is defined by his past, which continually haunts his present. He is acutely aware
of his change of station in life, and while prides himself on being a musketeer, realizes that it is a
much lower station that the life he had left, a life in which, he had been briefly happy. His chief
reason for leaving the musketeers at the end of the play is that he is so very tired, and that carries
through into his clothes. His were some of the most distressed and textured leather pieces I was
able to find, and none his costume pieces had an entire set of buttons that entirely matched. This
became an interesting character detail, as Athos is defined by honor and service, but not by
appearances.
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The actor also specifically used a cape as a weapon during the fight scenes, so it was important
that in constructing it we made sure that it was exactly the same weight and shape as the one he
had been using in rehearsal.

Aramis
Aramis’ defining characteristic is that he once
was destined to become a priest. We learn that
his love for God was undermined once by his
love of a woman, and the ensuing scandal of his
duel with her lover had him sentenced to a life
of a soldier before he could take his vows. His
is torn between his desire for holy orders, and
the passionate romantic feelings that are still
very much a part of his heart. His was the
simplest of the musketeer costumes, consisting
of a distressed leather doublet with simple
wooden, almost monk-like, buttons, rather than
buckles, gray woolen breeches, and a long,
Figure 16 Joe Mayes as Aramis.

gray, traveling cloak. This cloak is a great

example of dramatic simplicity, one of those garments that speaks with different voices. On the
one hand, it is modeled after convertible capes from the period that have a very practical use for
travel and can be buttoned different ways as the situation required. It also gave what was
otherwise a very simple costume and extra element of layering and drama and romance, and even
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reminded one, in certain moments of the simplicity of a priest cassock. This duplicity within one
garment was appropriate for a character that carried so much ambivalence and contradiction
within him.
This particular costume piece provides a
good example of a situation in which the
actor takes on a lot of responsibility in
co-opting the success of the garment.
The cloak was made from a mediumweight moleskin, with rows of metal
buttons on each side of the three main
section that made up the back and two
front panels. The side seams were
partially open at the top and open
completely to the hem, allowing it to be
worn both completely off the shoulders

Figure 17 Riding Coat of Ernst Casimir (in or before 1632). From the
Rijksmuseum.

like a traditional cape, as well as with the
arms coming through the side opening and the front panels draping to the front of the body. The
weight was held on the by two shoulder straps partially concealed. All of this came together to
create a challenge when it came to the fight choreography, as the cloak had to be worn in
different way, either completely on or partially off the shoulders depending on the amount of
movement required. The actor spent a great deal of time going through his movements and
resolving how he would manipulate the cloak to its best advantage. For at-rest scenes, he would
wear the front panels draped in front, and for fight scenes worked out a way to flip the panels to
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the back to allow for greater movement. This created a lovely moment in a scene, when,
challenging one of the Cardinal’s Guards, Aramis signals that he is ready for a challenge by
every so subtly, but extremely powerful in its effect, shrugging off the front of the cloak in
preparation for a brawl. It was a perfect example of story and costume coming together to create
a synergistic moment that would not have been possible without the actor being willing to
explore what a costume could do for his part of the storytelling process.

Porthos
Porthos is a fighter, a lover, a
champion, and a man of fashion. He
is big man, with a big personality,
described as a “peacock”, quick to
find offense and quick to fall in
love, and whose loyalty must be
earned but is never lost. The episode
in Dumas’ novel in which we are
introduced to Porthos illuminates
his character when D’Artagnan, in a
rush, dashes into Porthos, revealing
that the musketeer’s prized golden
baldric is in fact, only half a gold
baldric (a fact that Porthos was very

Figure 18 William Cardozo as Porthos and Jacob Dodson as Cardinal's
Guard.

much trying to conceal!). He enacts a pretense for the duel but would rather have the entire

22

matter dropped so as not to betray his secret. Upon realizing this, D’Artagnan, eschewing
prudence, teases Porthos on this fact with a series of particularly French-style wordplay.
D’Artagnan has slighted Porthos’ fashion sense, but, more importantly, revealed an important
aspect of his character, that his finery, or at least the appearance of finery, is covering up the
truth that he cannot afford what he pretends to. While in the play this episode is left out, we do
learn that he is engaged in an affair with a rich, married woman, who is the one to pay for his
fine clothes and decorated sword belt. Perhaps his tendency towards quick offense is a reflex to
cover the insecurity that, like a peacock, his is all show and no true power.
For his costume I sought to re-create a buff coat, of
which there are several good extant period examples.
This would allow me to use a silver braid trim,
underscoring his penchant for expensive decoration,
while definitively
place him in a military
context that is so
Figure 19 The buff coat of Sir Thomas Fairfax. From
the York Castle Museum.

important to the
identity of being a

musketeer. It would also be a slightly different style than what
the other two musketeers were wearing, and yet since made of
a good quality, heavy leather, would still reference the world
and palette I was trying to create for them. He also wears a

Figure 20 Buff coat, British. From the Met.

fuller cut of breeches than the other two, further emphasizing a
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penchant for flamboyance, as well as black silver-studded gloves that matched his baldric, to
contrast the mis-matched quality of the other two musketeers’ costumes.

King Louis
The historical figure of King
Louis XIII is the least important
part of his characterization
within this play, but rather
serves to illustrate the
Cardinal’s influence even to the
point of manipulating the
crown. Louis is a boy king and

Figure 21 Drewe Goldstein as King Louis, Barry Bell as Cardinal Richelieu, and
Joe Meyers and Rochefort.

portrayed in the text as concerned primarily with his appearance, while matters of state, while
not unimportant, receding somewhat into the background
of his primary considerations. He is vain, but perhaps, his
concern for the way he is seen is his way of controlling his
sphere of influence.
Since the king’s ball is an important storytelling
moment of the show, his costume for that moment needed
to be strong, and spectacular. I chose to look at the Louis
XIII formal portraits, to explore how he chose to have his
image displayed as a symbol of power and authority and
landed on two important visual elements. The first was an
Figure 22 Louis XIII by Charles Beaubrun (1638).
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anachronistic costume choice in the 1638 Charles
Beaubrun portrait. Louis is painted wearing a clearly
1630’s style men’s doublet, characterized by open-front
sleeves ending in lace cuffs, a high waistline with large
tabs, decorated geometrically with pearls. This is paired
with paned pumpkin breeches and a lace-trimmed ruff
that were very popular in the Renaissance decades
previous but are almost never seen in portraits from the
later date. There is something to the idea that referencing
the past creates a strong sense of tradition, on which the
legitimacy of a genealogical monarchy is based, and in
moments at which he would like to control those
representations of authority the most, he would lean

Figure 23 Louis XIII by Frans Pourbus the Younger (1620s).

towards an elevated display of fashion outside of a strict
boundary of contemporary trends. In terms of his
character development, I also think Louis would
appreciate a style of breeches that accentuated his legs,
which are painted to their fullest advantage in the
Beaubrun portrait. This painting also shows an erminetrimmed cape that sweeps the floor, so indicative of the
convention for drapery in the portraits of this period that
creates a strong sense both of drama and authority.
Figure 24 Drewe Goldstein as King Louis.
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For the color palette of this costume I was inspired by the portraits of Louis XIII portrayed in
his ceremonial suits of armor, which are a blackened metal with traceries of gold and red. This is
a stunning visual contrast that translated very well into fabric, as well as contrasting the cream
satin of the queen’s ball gown. It also followed that since the rest of the ball scene were dark,
muted, metallic colors, that the courtiers were attempting to follow off of Louis’ fashion choices
in ways that also speak to his authority and vanity. Louis XIII himself was a trendsetting
monarch, beginning a tradition for men’s wigs that would last nearly 200 years. He wears his
hair is long, black curls, in a manner that is similar to the casual cavalier tousled tresses, but in a
style that is just a little fussier to maintain.
Dressing Louis was my opportunity in this show to truly lean in to strong visual choices, and I
felt like I was moving truly towards a strong conceptual ideal than with other costumes in this
show.

Cardinal Richelieu
The cardinal represents power and manipulation in this Parisian
political sphere. The directors definitely wanted him dressed in
ceremonial red, representing that power of the church and of
Richelieu specifically, especially in moments of displays of
authority, such as the king’s ball. I put forth the idea of having
him dress in black for the remainder of his scenes. This
emphasized the two methods and expressions of his power: the
red, his visible, sanctioned role as a cardinal and a public figure,
while the black, worn during private scenes, represented his

Figure 25 Barry Bell as Cardinal Richelieu, and
Joe Meyers as Rochefort.
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manner of control using the
shadowy forces of
manipulation, abuse, and
spies. This also served to
control the saturated colors
on stage. So much of the rest
of the show was dressed in
neutral colors of varying

Figure 27 Detail from Cardinal de Richelieu
by Phillipe de Champaigne (1642).

Figure 26 Barry Bell as Cardinal
Richelieu at the king's ball.

shades, even the set design was understated, emphasizing texture over contrast. Any saturated
color would stand out, but especially red, which is so dominant, aggressive, and emotional that
for this particular production I felt it needed to be used sparingly. Ultimately, I dressed him only
in his red cassock and cape for the ball, in hopes that the arrival of an expected color shift would
draw more attention to an important moment. With both costumes he wore a red and gold rosary,
decadently fancy that complemented his red cassock, and provided a hint of his full power when
worn with the black cassock. Just like his influence is only partially seen, the glimmer of red
against black wool hinted at the manipulative depths of his schemes.

Cardinal’s Guards
The Cardinal’s Guards as a group serve as representations of the extent of Richelieu’s power and
control over the life and death of citizens of the realm, when the guards are meting out justice to
the populace, but, in a more nuanced way, of his control over the discretionary flow of wealth.
The was an importance idea that needed to carry through in the costumes, that the cardinal would
have his representative force be the best dressed, the best equipped, especially as compared to
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the musketeers. The guards were easily identifiable with leather
jerkins, black breeches, boots, hats, and gloves, and matching
black capes emblazoned with a gold cross, and struck a
definitively contrasting visual image to the musketeers. While
Athos, Aramis, and Porthos could be easily found in the crowd,
with their uniquely crafted and deeply personal ensembles, the
uniform of the Cardinal’s Guards emphasized their mindless and
impersonal display of authority.

Figure 28 One of six guard capes
constructed for the show.

Figure 29 Jacob Todd in foreground as Cardinal's Guard, Richie Follin in background as Cardinal's Guard. Joe Mayes as Aramis.
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The Importance of Lace

One of the defining
characteristics of this period is
the explosion of lace as a focal
point in costume, both for men

Figure 30 Original Needle-lace border (1600-1610). Victoria and Albert Museum.

and women. Not only are the
designs so specific, but the
proliferation, almost ubiquity of
lace collars and cuffs are a
defining moment in costume
history. In the period, the
intricate designs came out of
modified cutwork, evolving
eventually into true freestanding needle-lace, where

Figure 31 Detail from The Laughing Cavalier by Frans Hals (1624). This detail view
shows a reticella needle-lace linen worn over a turned back cuff on an
embroidered doublet. Compare the lace to that in Figure 30, and overall look with
Figure 24.

thousands of tiny buttonhole stitches are worked over a foundation of couching threads.
Unfortunately, the quality and design of this type of lace is so specific in its aesthetic quality, and
it is nearly impossible to find a good substitute in commercially available lace. I looked to
manufacturers of heirloom lace that in many ways closely resembles the period examples, but it
was the geometric reticella work has so definite an appearance that really cannot be substituted,
so indicative of the era as it is, appearing in countless portraits. In addition, I was looking for
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simple period elements that would create a very specific
class distinction, and lace is a perfectly elegant method of
showing wealth in personal adornment in this period.
I re-created the king’s falling band lace collar by working
with a digitized version of a historical lace pattern stitched
on a water-soluble stabilizer, that when rinsed away gave an
Figure 32 Stitching the lace design to the
water-soluble stabilizer.

open-work lace pattern that is only indistinguishable from
handmade needle-lace on very close inspection. I was also

fortunate to find a reproduction lace for the scalloped border that had been copied from “A
Schole-House for the Needle” published by Richard Shoreleyker in 1632, truly completing the
true look of historic lace.

Figure 34 Miniature portrait possibly of Ferdinand III, Holy
Roman Emperor by Alexander Copper (1628 - 1630).

Figure 33 Drew Goldstein wearing the reproduction collar
made to mimic similar historical examples like those seen
in Figure 33.
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Figure 35 Reproduction falling band laid flat.

Figure 36 Original falling band collar (1635). The Bowes Museum
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Figure 37 Test of machine embroidered pattern on netting
to replicate lace border pattern in Figure 39.
Figure 38 Detail from reproduction falling band.

Figure 39 Original needle-lace border. Victoria and Albert Museum.
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Figure 40 Falling band successfully made from commercially-available lace.
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Conclusion
In my very first concept discussion with my directors, they told me that they often felt so
distracted by the idea that the actors were wearing costumes, that they wanted such subtle
choices so that they didn’t feel encumbered by clothing that demanded attention. This led me to a
path of trying to find a concept within those sets of limitations, rather than having a strong idea
to serve as a starting point. One of the most valuable things I learned from this experience is that
the best results originate in a good idea, rather than trying to make a mediocre idea work better.
Rather than running away from an idea you don’t like, run towards an idea you do like. Work in
the positive space. My decision led me to a place where I was trying to pull out moments of

Figure 42 Lady Borlase by Van Dyck (1640). Despite collecting
hundreds of images of research for women's costume, it was
this image that served as the primary inspiration for the
queen's taffeta gown in Figure 41.

Figure 41 Mariah Batten as Queen Anne. This gown was one
of the strongest costumes in the show, not the least because
it started with a strong concept.
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interest with small details, which in my opinion now would work better in a film context rather
than theatre, where audience distance and lighting scenarios wash out some of those small
moves. This knowledge will inevitably help me have more beneficial conversations with my
directors about what they and I both really want to see in a production and makes me a more
valuable artist both for my own sake, and in my role as a collaborator.
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